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Abstract
The Theme of Divided Consciousness 
in Ibsen's Later Plays
Tuba Berk Kiismeno^lu 
M.A. In English Literature 
Advisor: Dr.Leonard Knight 
January, 1994
Ibsen employs several techniques in his plays and each 
of these serves an essential purpose— the examination of 
the nature of consciousness. Hence, an analysis of this 
theme is crucial to the better understanding of Ibsen's 
plays.
This study is confined to Ibsen's later plays The 
Master Builder (1892), Little Evolf (1894), John Gabriel 
PQrKman (1896) and When We Dead Awaken (1899) which are 
closely related in their sub-group. These psychologically 
oriented plays exhibit the concept of 'disintegrated' and 
the 'split' personality. The 'divided vision of self' in 
these plays is revealed by the exploration of the concept 
of 'consciousness'.
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özet
ibsen'in Son Oyunlarındaki 
Bölünmüş Bilinç Teması
Tuba Berk Küsmenoğlu 
İngiliz Edebiyatı Yüksek Lisans 
Tez Yöneticisi: Dr.Leonard Knight 
Ocak, 1994
İbsen oyunlarında çeşitli dramatik teknikler
kullanmıştır. Bu tekniklerin her biri önemli bir amaca—  
bilinç kavramının değerlendirilmesine— yöneliktir. Bu 
nedenledir ki, bu temanın analizi Ibsen'in oyunlarının daha 
iyi anlaşılabilmesi için gereklidir.
Bu çalışma, İbsen'in kendi içinde bir grup oluşturan 
ve birbirleriyle yakından ilgili son dört oyunu, The Master
fiuilde£(1892) , Little Evolf(1894). John____ GatiEİSİ
Borkmanf 1896) ve When We Dead Awaken (1899) ile 
sınırlandırılmıştır. Psikolojik kökenli söz konusu oyunlar, 
'parçalanmış' ve 'ikiye ayrılmış' kişilik kavramını 
derinlemesine işler. Bu oyunlardaki 'bölünmüş kişilik' 
kavramı 'bilinç' teması ele alınarak ortaya çıkarılmıştır.
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I. Introduction
Literature, even more perhaps than religion or 
history, presents more and more various aspects of the 
complexity of human psychology. Included in that complexity 
is the issue of what, in psychology, is called mankind's 
'chronic incompleteness'. In speaking of literature this 
could be redefined as 'divided consciousness' or the 
'fragmented self'.
In psychological terms, when the individual realizes 
that some of his desires are condemned by society he tends 
to get rid of those desires. He does not want to accept 
their presence and this leads to repression. This repressed 
part of the individual— his inner being— represents the 
unconscious. As the 'inner being' is repressed it escapes 
from the individual and continues to exist as an 
unconscious shadow— a 'repressed-self'. The conscious 
constantly tends to deny the presence of the unconscious, 
and therefore the 'repressed-self' turns out to be someone 
whose existence the conscious self finds intolerable
In literary terms, the conscious and the unconscious 
are frequently represented as the opposed poles of 
responsibility and freedom. The hero represses the 
instinctual drives which offer freedom And the 
'repressed-selfof a character in literature is often 
represented either as a completely different person or as 
the split personality in a single character. The hero
generally has an identity problem resulting from the fact 
that he has not achieved a sufficient physical 
integration*.
Henrik Ibsen, the father of the modern theatre, was 
himself a divided soul who, suffering throughout his life 
from inner conflicts, analyzed himself and utilized his 
understanding of his own conflicts when developing the 
dramatic conflicts in his plays'". His own split personality 
was not a simple one. He was considered by some of his 
friends to be two people who could not agree. And the 
duality of his spirit found expression in his plays. As 
Dounia Christian! quotes from Arne Duve's book. Symbolism 
in Henrik I b s e n P l a v s :
Ibsen's inner split made him regard life and 
poetry as in absolute opposition. His deep 
tragedy is that he could never win through to 
the synthesis of life and poetry, for that would 
have meant redemption and happiness for him. As 
his fate as artist is based upon an inner 
conflict, it is mirrored throughout his writing. 
He could not seize life with full hands and the 
opposition to a healthy and full unfolding of 
life finds expression in an anxiety about sex 
that runs like a red thread through all his 
work. Instead he had to seek compensation and 
outlet for his activity and powers of love in 
artistic efforts*.
Not only his companions but also he himself was aware of 
this split and admitted that he portrayed it in his plays. 
They should, therefore, be analyzed taking into account the 
concept of 'selfhood'. Each of Ibsen's heroes is put in a 
situation which reveals his divided consciousness. The
final four plays 'Ihe_Master Builder"(1892). 'Little
EyPlf  ^ (1894), 'John Gabriel Borkman' (1896) and 'Whon 
Dead Awaken'* (1896) can be considered to be a markedly 
different sub-group of Ibsen's plays. They are different 
from the plays which precede them. And they are closely 
related to each other in their sub-group. They examine in 
general terms, the psychological conflicts that man faces 
when he is left alone to choose between two opposing 
forces. These opposing forces are commonly individual 
freedom and social responsibility. These four 
psychologically oriented plays display the divided 
consciousness concept very profoundly. They all deal with 
a hero looking back over a period of time quite hesitantly 
and with anguish. The hero finds his past experience which 
opposes the idea of 'social responsibility' disturbing. The 
opposition between freedom and responsibility paves the way 
for a fragmentation. Generally the divided vision of self 
is due to the opposition between the heroes' social 
objectives and an acute sexual temptation. And this 
opposition leads to destruction.
The female figures in these plays have a very 
significant role as they are in fact the source of the 
hero's guilt. They represent the temptation which erotic
experience offers. So they are in a sense activators of the 
hero's repressed self. Each of the female figures Hilde, 
Asta, Ella and Irene offers the erotic experience which the 
hero finds difficult to handle. Each of the plays exposes 
the reason which keeps the hero from the "phenomenal 
experience"* and which consequently leads to a split in his 
'self'.
In John Gabriel Borkman the injury which causes the 
split in the hero is his dream of personal glory and power. 
This overshadows all his other considerations in life 
especially his sexual life. The notions which supposedly 
would bring happiness to his life actually bring misery to 
his family and destruction to himself. Borkman turns his 
back on romantic love for a woman who could enable him to 
achieve his ambitions. The hero finds difficulty in coping, 
in a balanced way, with two extremes of material and 
emotional success In Little Eyolf what restrains the 
hero from any phenomenal experience is his incestuous 
feelings which he considers degrading and shameful. In When 
We Dead Awaken, Rubek fails to deal with the conflicting 
demands of success in art and success in life. In The 
Master Builder. Solness is trapped between the limitations 
of his religious beliefs and the world of fantasy where he 
tries to combine the two extremes of freedom and 
responsibility.
II. Causes for Repression
In each of these plays, the hero is a distinguished 
person as regards social status. He is put in a situation 
where he has to choose between the two extremes of 'free 
will' and 'obligation to others'. When the hero realizes 
that some of his desires, thoughts oppose the requirements 
of a respectable identity or are condemned by the society, 
he unconsciously represses them.
In John Gabriel Borkroan. Borkman is represented as a 
person who has devoted the most fruitful time of his life 
to the establishment of a 'respectable identity'. Such a 
preoccupation is the result of what his feeling of 
responsibility forces him to do. He does everything to 
establish his good name. And he creates his identity at the 
expense of denying his impulses concerning love and all the 
other worldly pleasures. All the denied impulses inevitably 
create another self which occasionally surfaces in 
Borkman's unconscious mind. While Borkman does not approve 
of any impulses that would hinder his 'good name' in 
society, his 'repressed-self' eventually expresses itself.
In the very first act, the sound of Borkman's 
footsteps is heard from his parlour— the place where he has 
isolated himself for eight years. The reason for such a 
retreat is his failure to be a successful and respectable 
business man. His overwhelming ambition forces him to do 
some illegal things which leads to a five-year jail
sentence. This situation is clearly something unendurable 
for a man who has devoted all his life to his 'respectable 
identity'.
Surrounded by his books and dusty furniture Borkman 
waits for the day when the world will come and apologise 
to him and give him back his previous status as a banker. 
Obviously he cannot accept his present status and retreats 
into a confined world of his own. He tries to survive, 
expecting someone to knock on the door and give him his 
lost empire.
Causes for repression can be viewed from a 
psychological perspective in Little Evolf. The concept of 
self-deception is expressed in the form of Allmers. He 
constantly refuses the 'subjective reality'  ^by which he 
is actually obsessed. This 'subjective reality' includes 
several things— among them his incestuous fantasies 
involving his half-sister, Asta. Allmers, finding 'this 
reality' socially disapproved and rather degrading and 
shameful tends to repress it.
Ibsen expresses Allmers's repressed feelings in the 
form of Eyolf. While Rita resents Eyolf as an impediment 
between herself and Allmers, she actually resents Asta who 
is in fact the only and real impediment between them. Here 
it becomes more evident that Eyolf and Asta are so closely 
identified. When Eyolf dies Allmers's deeply buried other- 
self dies as well, and it is from that point onwards that 
he starts to act reasonably. He undergoes a complete 
transformation and achieves a moment of self-integration
which he defines as "A birth. Or a resurrection. Passing 
onto a higher life" (L . E . . 276). But this instant self­
integration fails to last long.
Just as Allmers's feelings concerning his sister are 
'dishonourable' and 'distorted' so, too, is Eyolf 
physically distorted. Crippled and very short "...He is 
lame and has a crutch under his left arm, for that leg is 
paralysed. He is undersized and looks sickly..." CL.E.. 
218). Eyolf's abnormality is symbolically equivalent to the 
'abnormal feelings' which Allmers constantly seeks to 
repress.
A constant neglect towards Eyolf can be observed on 
the part of his parents, particularly Rita. Such an 
indifference might be due to Rita's intense egotism and 
possessiveness. These two feelings are so intense that she 
cannot even bear the existence of her own son who, she 
believes, destroys the relationship with her husband. But 
such a feeling is naturally something she cannot accept and 
consequently she suppresses it.
Both Allmers and Rita suppress their 'repressed- 
selves' so much that when all the factors which force them 
to suppression disappear, they still do not allow their 
'repressed-selves' to take expression. For example, when 
Asta tells Allmers that she is not his sister— there is no 
blood connection— Allmers still represses his feelings for 
her. His denial of certain facts about his sister is 
evident in these lines:
Rita: ...It was Asta, nevertheless ... Or no
It was Little Eyolf, my dear!
Allmers: Eyolf ?
Rita: Yes, you used to call her Eyolf didn't
you? I seem to remember your telling 
so once - in a moment of confidence. 
Do you remember it, that entrancingly 
beautiful hour, Alfred?
Allmers: I remember nothing. I will not!
Rita: It was in that hour when your other
Little Eyolf was crippled for life.
(L·^, 261)
Allmers does not even accept the fact that he used to 
call his sister Eyolf. From his speech ”I remember nothing 
I will not remember", it is apparent that he forces himself 
not to remember.
In the opening scene of When We Dead Awaken, we see 
Professor Rubek— the hero of the play—  sitting in the 
garden of a hotel with his wife Maja. The inner view of 
their relation is hardly the same as their outward view as 
husband and wife. Their conversation makes it obvious that, 
there is something untrue lying at the root of their
union :
Maja:
Rubek:
You said you would take me up to a high 
mountain and show me all the glory of 
the world.
(With a short start) Did I promise you 
that too?
rw.W.D.A.. 230)
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Rubek does not keep his promise and even worse he 
forgets all about it. So their marriage is, like Borkman's 
and Allmers's marriages, an unhappy one. And just like Ella 
in John Gabriel Borkman and Asta in Little Eyolf Irene 
appears as an unexpected young woman who comes to the hero 
late in his career and offers herself to him- Irene is 
presented as a woman who tempts him sexually and with whom 
he worked earlier. As a result of their working together, 
they create a statue which was acclaimed as a masterpiece 
all round the world. It is their mutual work in the sense 
that Irene is the woman who inspired Rubek.
Rubek, deciding to create a purely perfect woman in 
his statue chooses Irene as his model. Being an artist 
places upon him special responsibilities and burdens him 
with special problems. He belongs to the community of 
artists whose perception of a perfect woman is purely 
innocent. And his belonging to such a group of artists 
restricts him— a restriction which he is actually aware of: 
Yes, but listen now how I have placed myself in 
the group. In front of the fountain, like here, 
sits a guilt-laden man who cannot quite free 
himself from the earth's crust. I call him 
remorse for a forfeited life. He sits there and 
dips his fingers in the purling stream— to wash 
them clean— and he is gnawed and tortured by the 
thought that never will he succeed.
r w . W . D . A . . 251)
Being unable to release himself from his conformist 
attitudes he decides to reflect in his work of art the 
image of innocent woman. But Irene has the combination of 
both erotic and innocent feelings. Rubek, in his creation 
of the statue totally ignores the erotic side of Irene, 
although he is considerably tempted by her sexuality. 
Rubek, trying to be a true artist, wants to create an ideal 
woman. Finding the concept of 'eroticism' quite degrading 
and shameful he represses his actual feeling for her. He 
distils the innocence of Irene ignoring the erotic nature 
of her:
Rubek; She, this awakening girl, was to be 
all that is noble, all that is pure, 
perfection in woman. Then I find you. 
In you I saw all the things I wanted 
to express. And you agreed so gladly, 
so willingly.
Irene: When you took me away, I felt just as
though I had become a child again.
rW.W.D.A.. 232-233)
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III. Hero's Guilt
The notion of guilt in Ibsen's last four plays 
concentrates on fear of phenomenal experience. Each hero 
is tempted by a female figure. They initiate a desire in 
the hero to submit to sexuality and freedom. And this 
submission to unrestrained sexuality leads to a feeling of 
'guilt' which the hero represses constantly.
The source of guilt in Litle Eyolf is not only 
submission to freedom and sexual experience. In the play 
'guilt' as a concept is multidimensional and is built upon 
both the fear of sexual experience and the fear of being 
an outcast in society. The feeling of 'guilt' is shared 
by almost every major character. But the one who feels it 
most intensely is Allmers. The main source of his feeling 
of guilt is his incestous feelings towards his half-sister 
Asta. In the play the symbolic representation of this 
'guilt' is 'Eyolf'— Allmers's son, who, in spite of 
Allmers's endeavours to repress the feeling, acts as a 
continual reminder of it. 'Eyolf' is the name by which 
Allmers used to call his half-sister in their childhood. 
It seems that the hostility between Allmers and Asta's 
mother created a close relationship between Allmers and 
Asta, amounting almost to obsession This obsession is 
so intense that it prevented Allmers from concentrating on 
anything and consequently made him renounce his life work.
In the course of the play, Allmers all of a sudden
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decides to renounce his life work, a book called 'Human 
Responsibilities', to which he has devoted seven years. He, 
very abruptly, decides to be a considerate father who takes 
good care of his son till the very end:
Allmers: ...Writing and writing at that great
solid book on human responsibility....
Allmers: It began to slip away from me. But the
thought of higher duties that laid 
their claims on me came closer and 
closer....
Allmers: The thought of Eyolf, Rita dear ... It
is a father I want to be to Eyolf in 
the future.
(I,^, 229)
At this point, a question arises. What is the original 
basis of this sudden transformation in Allmers's mind? Is 
this decision made by Allmers's 'self' or is it an impulse 
which inevitably forces him to make such a decision— an id 
which is used as an escape-mechanism? While Allmers's 
'self' persuades him that he feels genuine love for his 
son, his 'repressed-self' believes that such a work is 
beyond his capacity. Allmers lacking the consistency of a 
united self, represses this reality which he would not be 
able to cope with. And Eyolf serves as a perfect cover for 
his failure. But such a shift— from the book to his son— in 
his preoccupation does not comfort Allmers's mind. By 
contrast, Eyolf reminds him of another guilt which is 
shared both by Rita and himself.
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The nature of this guilt is Allmers's and Rita's 
responsibility for causing the deformation of their son. 
But Allmers does not want to accept this fact. And in order 
to purify himself he constantly blames his wife:
Allmers: (More and more beside himself) it was
you that left the tiny child lying on 
the table. To look after himself.
Rita: He was lying so comfortably on the
pillows and sleeping so soundly. And 
you had promised to look after the 
child.
Allmers: Yes, I had. (Dropping his voice) But
then you came. You, you-and drew me to 
you.
Rita: (looking defiantly at him) Say rather
that you forgot the child and 
everything else.
Allmers: (In suppressed fury) Yes, that's
true. (Lower) I forgot the child -in 
your arms.
Rita: (Outraged)Alfred! Alfred, this is
abominable of you!
(L.E.. 257)
While Allmers tries to put the whole blame on Rita, 
Rita also tries to do the same thing to Allmers. And the 
fact that the accident happened while they were engaged in 
sexual intercourse leads to sexual estrangement between 
them.
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No matter how forcefully the parents deny their 
responsibility for the deformation of Eyolf, he is 
apparently the victim of their neglect. And as Naomi 
Lebowitz points out, both Rita and Allmers tend to return 
to desired innocence and look forward to resignation^:
Rita: (looking at him helplessly) I think
this is going to drive us to despair - 
to madness both of us. Because, we can 
never- never put it right again. 
Allmers: I dreamed of Eyolf last night. I saw
him coming up from the jetty. He could 
jump like other boys. And so nothing 
had happened to him. Not the least 
harm. I thought the heartbreaking 
truth was only a dream after all.
258)
Here another question comes to mind. Was there a special 
reason for such constant neglect on the part of both father 
and mother? A possible answer may lie in Allmers's and 
Rita's split personality and their consequent tendency 
towards self-deception. Rita is presented in the play as 
a very sensuous and loving woman who seeks her husband's 
total interest and care. Unlike her son, Rita is a healthy, 
normal and sentimental person. And she is very much devoted 
to her husband Clearly, she married for love and does 
not want to share her husband with anyone else even with 
her son Eyolf:
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Rita: The child is only half my own. (with
another outburst) But you shall be 
mine only! All mine, you shall be. I 
have the right to claim that from you!
Allmers: Oh my dear Rita, It's no use claiming
things. Everything must be given 
freely.
Rita: And you mean you can't do that in the
future?
Allmers: No I cannot. I must share myself
between Eyolf and you.
(LJEL^ , 236)
Rita is very frank in her attitude towards her husband. She 
even admits that, if Allmers intends to share himself with 
anyone else, she will immediately take revenge: "I shall 
throw myself straight into the arms of - of the first man 
who comes along! '· fL.E. . 240).
The surface meaning of the play strongly suggests that 
Rita resents Eyolf as an impediment between herself and her 
husband. But it is worth questioning the hidden motives 
which make Rita hostile to her son. While seeming to resent 
Eyolf she may actually be resenting Asta. It is clear that 
Rita is possessive and egotistic in her relationship with 
her husband; what is much less clear is whether she is 
resenting Eyolf as son, or 'Eyolf' as Allmers's sister, or 
'Eyolf' as both son and sister-in-law?
Shortly, Rita feels equally guilty as Allmers for 
basically two reasons: firstly, she is responsible for her
15
son's deformation and secondly she resents her own child.
Solness in The Master Builder suffers a feeling of 
guilt similar to Allmers in Little Eyolf as he is— like 
Allmers— responsible for his children's death.
There are basically three phases in Solness's 
vocation. During the first phase, Solness represses his 
impulses concerning self-satisfaction devoting himself to 
the will of God. The towers he builds during this period 
celebrate his devotion to God. During the second phase, he 
builds houses for families. The reason for Solness's 
transition from the first to the second phase of his 
vocation is largely due to the fire which destroys his 
family life, causes the death of his children. The fire in 
their house takes away Solness's peace of mind and also his 
belief in God. Solness puts the whole blame on himself for 
having wished the old fire-trap to burst into flame in his 
day-dreams. Having wished something like this and its 
becoming true causes his feeling of guilt towards Aline and 
the destruction of his children. He considers the fire to 
be the manifestation of his own will and success. "Solness 
suspects, his success was won at the expense of other 
people's lives. The burning down of his house was a 
steppingstone to his first triumph, the beginning of his 
renown" ■*. It was that disaster too which was indirectly 
the cause of his twin infants' death. This feeling of guilt 
causes his fear of younger people. He considers his twin 
children as the younger generation of the future. And he 
subconsciously thinks that someday they will take revenge
16
as the representative of his twins. He is aware of this 
fear, but he tries to convince himself that he is scared 
of the younger generation as they might be a threat to his 
profession. His strong fear of youthful competition is 
manifested in his exploitation of Ragnar Brovik:
Brovik: No,no! It's not that at all.
(Impatiently.) But he must have a 
chance too of working for himself some 
day!
Solness: (Without looking at him) Do you think
Ragnar has the necessary ability for 
that?
Brovik: ...He must have ability.
Solness: Yes but he hasn't learnt anything -not
thoroughly. Except draughtsmanship, of 
course.
(UL£^, 127)
Immediately after Solness expresses his fear of younger 
generation to Herdal, Hilde arrives:
Solness: Make room ! Make room ! Yes you can be
sure of it doctor. Someday the younger 
generation will come knocking on my 
door.
(T-M-Bw 141)
As he finishes his words, he hears a knock on the door: 
Solness: What's that? Did you hear anything?
Dr.Herdal:It's someone knocking.
(T.M.B.. 141) 
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Interestingly enough Hilde spends the night in one of 
Solness's empty nurseries. And this might well imply that 
Hilde embodies their dead children. She provides the 
visible form of Solness's fear and in a way voices his 
guilt.
Solness's guilt also expresses itself in the concept 
troll— a mysterious power which Solness is aware of:
Who called on the helpers and ministers? I didl 
And so they came and bowed to my will....That is 
what people call having the luck with one. But 
I will tell you what that luck feels like! It 
feels like a great, raw place here on my breast. 
And the helpers and ministers keep on flaying 
the skin off other people to mend my wound -But 
yet the wound isn't healed. Never-never! And if 
you know how it can burn and smart sometimes.
( T t H t P t , 1 7 7 )
Believing that God is responsible for endowing him with 
such mysterious powers— which he calls helpers and servants 
— Solness no longer devotes himself to God and the second 
phase of his vocation starts at this point. He decides to 
build houses which only exist for human happiness and 
healthy domestic life:
Solness: No, I don't build church towers any
more. No churches either.
Hilde: Why, What do you build now?
Solness: Homes for human beings.
( T . MrB ,/  152)
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During this phase, Solness tries to establish a healthy 
relationship with his wife Aline. Instead of devoting 
himself to God he decides to devote himself to Aline.
The burning of the house deprived his wife Aline of 
the chance to cultivate her chief talent : the care and 
building of children's lives, a loss that laid waste to her 
life"^.
Having lost her twin babies Aline no longer behaves 
reasonably and retreats into fantasy which makes a healthy 
husband-wife relationship impossible. Solness also retreats 
into a dream world with Hilde— an illusionary figure in the 
play. It seems that for Solness no actual experience is 
satisfactory unless he represses one aspect of his true 
self. In this dream world of his, he constructs new homes 
combining the structures both of a home and a tower.
Rubek in When We Dead Awaken suffers a feeling of 
guilt as well. As the title of the play suggests, he 
awakens to a kind of reality which gradually leads to a 
feeling of guilt.
Rubek rejects Irene as a real woman with both her 
innocence and sexuality. Hence Irene forsakes Rubek when 
he finishes the creation of the statue. She believes the 
statue does not reflect her own self as a whole but a pure 
innocence. And as 'innocence' and 'child' can easily be 
identified, the statue is several times referred to as 
their child:
Irene: The child ? Our child is well? It has
19
survived me and become famous and 
honoured.
Rubek: Our child ? Yes, that is what wo
called it.
fW.W.D.A.. 228)
As Charles Lyons states :
Irene conceives of the statue as a child, the 
creation of both herself and Rubek. She also 
describes her time with Rubek as a recreation of 
childhood. For both Rubek and Irene the time 
spent creating this statue has been associated 
with childhood, a period of innocence when 
sexuality is present but unrealized*.
To Irene it seems that the statue is in a very true and 
real sense born of her. She is so much preoccupied with 
this thought that her love towards it— as her child—  
becomes more and more strong :
Irene: (changing her tone and speaks warmly,
intensely) But that statue of wet and 
living clay, her I loved— as she rose 
out, of that raw, formless mass, a 
human child with a soul. She was our 
creation, our child. Mine and yours.
fW.W.D.A.. 249)
After Irene's departure, Rubek marries a young woman 
Maja with whom he lives a life of idleness. He confronts
20
different modes of life, with a different woman. As Orley 
I.Holtan points out Rubek undergoes a very crucial 
transformation both spiritually and mentally: "In the long 
empty years after Irene's departure Rubek learned worldly 
wisdom and came to doubt the ability of the earth creature 
ever to free himself from the earth's crust"''.
And Rubek himself admits this transformation :
I was young then with no knowledge of life....
I learned worldly wisdom in the years that 
followed, Irene. "The Resurrection Day" became 
in ray mind's eye something more and something—  
something more complex.
fW.W.D.A.. 250)
This sudden transition from the world of illusion to 
the world of reality brings about some changes in Rubek's 
notion of a true artist. For example, his masterpiece no 
longer satisfies him and he suddenly determines to revise 
it. Rubek explains the alteration of the statue like this:
I portrayed what I saw with my own eyes in the 
world around me. I had to. I had no choice, 
Irene. I enlarged the pedastal, I made it broad 
and spacious. On it I set a small lump of our 
curved and fissured earth. And out of the 
fissures swarmed people, with the faces of 
beasts beneath their human masks. Women, men as 
I knew them from life.
r w . W . D . A . . 2 5 0 - 2 5 1 )
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Clearly there is a considerable change in Rubek's world 
view. He no longer believes that a perfect woman should be 
purely innocent. He, in a sense, achieves a kind of 
awakening which helps him to become an integrated self. He 
realizes that he no longer needs to repress his erotic 
feelings towards women. And the image of perfect women does 
not mean pure innocence but a combination of both innocence 
and sexuality. This awakening involves, in a sense, an 
awakening to a feeling of guilt. Therefore he condemns 
himself for denying the vitality of their sexual 
relationship. As Charles R.Lyons points out, both Rubek and 
Irene seek each other as objects of desire, and yet they 
function for each other as embodiments of guilt ·.
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IV. Split Selves
The last four plays present the stories of men who are 
highly respected. Solness is a master builder, Borkman is 
a banker, Allmers is an author and Rubek is an artist. All 
these heroes devote the most fruitful time of their lives 
to the establishment of a respectable identity. They create 
this identity by denying all their impulses concerning love 
and sexual experience. All these denied impulses lead to 
the existence of another self which appears in different 
ways.
In The Master Builder, the hero— Solness is a middle 
aged builder who has reached the peak of his profession. 
His career consists of three main stages. During the first 
stage, he is fully preoccupied with the idea of idealism 
and success in his vocation. He does everything to achieve 
his greatest goal in life. Such constant preoccupation with 
his vocation leads to a split in his soul. He represses all 
the impulses related with any sexual experience— the 
impulses which he thinks would hinder his career 
development. He begins his first stage as a builder of 
churches. The 'churches' reflect Solness's psychology 
during the first stage of his career. The church embodies 
the hero's 'self' in the sense that both Solness and the 
image of the church deny any action related with eroticism 
or any kind of joy or pleasure in life. While the vision 
of a tower suggests the glory of a beneficent God it also 
implies a phallic imagery which in a sense reflects
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Solness's inner being— 'repressed-self'.
Just like Asta, Ella and Irene, Hilde is a fascinating 
figure who tempts the hero. She not only acts as an 
initiator, but also represents Solness's repressed self. 
She projects his desires and reveals his fear. She gives 
him the energy which enables him to climb up the tower. 
Reaching heights— releasing himself from obligation to 
others— is what Solness yearns for and at the same time 
what he unconsciously represses.
Hilde considers Solness's climbing up the tower at 
Lysanger to be a great deed:
...I couldn't have believed there was a master 
builder in the whole world who could build such 
a tremendously high tower. And then, that you 
stood up there yourself, at the very top! Your 
real, live self.
(T.M.B.. 147)
And it is really a great deed as it manifests Solness's 
'repressed-self'.
In John Gabriel Borkman too, Borkman's 'self' leads 
to the destruction of his established identity. In other 
words, Borkman is caught between the opposing forces of two 
different selves and this leads to the failure of his 
highly respected identity.
The appearance of the 'repressed-self' is presented 
at the very beginning of John Gabriel Borkman. when Ella 
Rentheim unexpectedly visits Borkman's house. In other
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words, Borkman's 'repressed-self' is portrayed in the form 
of Ella Rentheim. The poles of freedom and responsibility 
are represented in the twin sisters Ella and Gunhild whose 
attitudes are completely contrasting. Gunhild appears to 
live for pride, self-esteem and good name while Ella fights 
for the value of love. The burning and frustrated desire 
to achieve fame and good name is seen in Gunhild :
Gunhild: Oh such a crushing humiliation (with
gathering anger). And then to think 
what the name of John Gabriel Borkman 
stood for in the old days. No, no, no, 
never see him again. Never.
(J.G.B.. 290)
Gunhild: (coldly) Then your power of loving
must be richer than mine.
(J.G.B.. 359)
Clearly Gunhild is preoccupied with her social status. And 
this feeling is so intense that she even refuses the man 
whom she once loved. A very similar situation was 
experienced by John Gabriel Borkman years earlier when his 
feeling of responsibility caused him to refuse Ella, his 
beloved, whom he believed would hinder his social 
advancement.
It is no coincidence that Ella and Gunhild are twin 
sisters and so different in their attitudes if not in 
appearance. While Ella has some gentle features, Gunhild's 
attitudes are colder and harsher. Although Gunhild is quite
25
self-centred, Ella helps people she loves without 
hesitation. Gunhild constantly feels cold but Ella is 
always warm:
Ella: It's too warm for me here. May I take
my things off, after all ?
(CT.grB ., 296)
Ella: (Undoing her cloak) Yes it's very warm
here.
Gunhild: I am always cold.
fJ-G.B.. 288)
These two contrasting women represent the divided 
consciousness— self fragmentation— in Borkman. While
Borkman is absent, which he is for the entire First Act, 
we can still follow very clearly the conflicts within him 
in the form of the tension between Ella and Gunhild. Their 
abnormally cold relationship makes it evident that the 
'self' finds the other self unbearable and does not want 
to accept its existence. Although it has been eight years 
since they have met, Gunhild does not show the least 
interest in her when Ella comes to her house:
Ella: Well Gunhild, it'll soon be eight
years since we last saw each other. 
Gunhild: (coldly) since we spoke to each other
at any rate.
(J-G.B., 289)
Ella is the possible identity of John Gabriel Borkman in 
the sense that, if he did not need to restrict himself he 
would be like her. Another possible identity of Borkman is
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represented in Erhart— his son. But these identities are 
quite different from each other. Ella, portrayed as a woman 
who embodies Borkman's completely repressed feeling, as a 
result becomes entirely immobile. She, as she herself 
states, is like a living body whose soul is dead :
Ella: You're a murderer. You have committed
the deadly sin.
fJ.G.B.. 331)
Through Erhart, on the contrary, Borkman's tendency 
towards love and freedom is presented in such a way that 
we come to comprehend fully what he might have done if he 
had not been forced to repress some of his impulses. Unlike 
Ella, Erhart takes action and does whatever his instinctual 
drives direct him to do. Erhart leaves his parents and aunt 
without hesitation and elopes with a woman who is much 
older than himself. This non-conformist attitude suggests 
that, unlike his father, Erhart will achieve integration. 
In this sense, he represents a progressive attempt to build 
a 'free self' out of diverse influences.
The concept of split selves can be observed in Little 
Eyolf as well. Erhart in John Gabriel Borkman and Borgheim 
in Little Eyolf serve for the similar purpose as they both 
function as possible identities of the heroes— Borkman and 
Allmers. Other than being Asta's lover Borgheim is 
presented as a possible identity of Allmers if he had not 
been divided, or, the self which he would not need to 
repress. As Orley I.Holtan states in his book Borgheim is
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fully engaged in the world, at the service of his fellow 
man His work of pushing roads over the mountains and 
through the wilderness is of direct benefit to humanity. 
Therefore, he could be considered in a sense, to be the 
living embodiment of that human responsibility about which 
Allmers only talks and writes. If Allmers did not lack such 
a united self as Borgheim has, he would not need to repress 
his impulses and could serve humanity with sincerity and 
justice. Unlike Allroers, Borgheim is satisfied with what 
he is doing :
Asta: And then you've got this great new
piece of road-work too.
Borgheim: But noone to help me with it. Noone to 
share the joy with.... Because it's 
the joy that matters most.
( L ^ ,  267)
Borgheim not only finds joy in his work, he also finds joy 
and satisfaction in the world as a whole. He meets all the 
difficulties in life defiantly, unlike Allmers, who is 
finally frustrated. For example, he could not finish his 
book successfully— the book on which he spent seven years. 
He could neither be a good father nor a good husband. This 
failure in his life is largely due to his 'divided-self'. 
While one of his selves helped him to go one step further 
the other one pulled him two steps back.
Just like Allmers, Rita appears to have two opposing 
selves. While Rita's 'repressed-self' does not really love
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Eyolf her primary 'self' does not want to accept this. 
Because of her contradictory selves she constantly does 
things which are completely incoherent. For instance, when 
Eyolf dies she automatically tries to find a substitute for 
him. Interestingly enough, the substitute which comes 
instantly to her mind is Asta— the woman who in fact stood 
as a real impediment between herself and Allmers. Rita also 
asks her husband to look after those children who were 
playing while Eyolf was drowning— those children who did 
not bother to rescue her son.
When We Dead Awaken too, focuses on the tension 
between two split selves. A similar contrast to the two 
sisters Ella and Gunhild in John Gabriel Borkman is seen 
in Maja and Irene. These two contrasting women stand for 
alternative temptations to masculine desire. They suggest 
in a sense, two faces of Eve as a true image of woman.
In this play Irene is presented as a divided self. The 
period of time during which Rubek awakens to the realities 
of life is quite an important phase in Irene's life as 
well. And it is during this time that the actual split in 
herself is observed. In this period she has been a 
prostitute and has married twice. Her first husband killed 
himself and the second one was killed by Irene— as she 
says. She also spent some of her time in a mad house. And 
when she is presented for the first time in the play, she 
is constantly accompanied by a nun who keeps a close watch 
on her. Clearly, Irene undergoes lots of shameful, even 
unbearable experiences during this period. At this point
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one wonders what caused Irene to drift towards such 
degrading experiences. The surface meaning of the play 
suggests that Irene passes through those stages in her life 
simply because she was forsaken by the man she loved so 
much. On a deeper level however, Irene's 'innocence' is so 
much emphasized by Rubek that she eventually tends to 
repress it. And it is this particular issue that paves the 
way to their parting. Irene represses her innocence so much 
that she turns out to be a considerably different character 
directed only by her sexual impulses.
Rubek, in denying Irene as a woman, in a sense kills 
her. Her physical appearance and her white dress draw an 
image of a woman who has risen from the grave :
A slender lady, dressed in fine cream— white 
cashmere and followed by a Sister of Mercy in 
black with a silver cross hanging by a chain on 
her breast, comes forward from behind the hotel 
and crosses the park toward the pavilion in the 
foreground on the left. Her face is pale and its 
lines appear to be stiffened; the eyelids are 
dropped and the eyes seem without the power to 
see. Her dress comes down to her feet and clings 
in perpendicular folds to her body. Over her 
head, neck, breast, shoulders and arms she has 
a large shawl of white crepe. She holds her arms 
crossed on her breast. She carries her body 
immovably. Her steps are stiff and measured.
(W.W.D.A.. 223)
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The effective use of stage directions clearly shows that 
Irene rather than a living soul, looks like a ghost. She 
exhibits no vitality at all. Rubek, in a way deteriorates 
Irene's vitality.
A particularly striking point in the play is the 
presence of the nun who never speaks till the very last 
scene of the last act. She accompanies Irene like her 
'shadow' as Irene herself puts it. Irene's repressed self—  
her innocence— splits from her body and is presented 
through a nun who is dressed in black. Irene, being a 
divided soul, finds her 'repressed-self'— the nun—  
unbearable :
Irene: ...She never lets me out of her sight.
(whispers) Until one fine sunny
morning, I shall kill her.
Rubek: Do you want to kill her ?
Irene: Oh yes. If only I could.
Rubek: Why ?
Irene: Because she is a witch, (furtively) Do
you know, Arnold, she has turned 
herself into my shadow.
(W.W.D.A.. 247)
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V. The Extremes of Heights and Depths - As a Divided 
Vision of Consciousness
The use of heights and depths is one of the major 
characteristics of the last four plays. By the use of these 
two extremes, as Brian Johnston states, Ibsen divides the 
characters basically into two by allowing one group to move 
horizontally and one group vertically:
The emphatic use in all four plays, of a 
vertical action and landscape seems linked to a 
movement of spiritual ascent by characters for 
whom consequential horizontal extension is ruled 
out : that is, the major protagonists— Solness, 
Allmers and Rita, Borkman, Ella and Gunhild and 
Rubek and Irene seem to have reached a "sticking 
place" from which the only possible movement is 
ascent, in contrast to the horizontal movement 
permitted to Hilde Wangel, Borgheim and Asta, 
Erhart and Mrs. Wilton and Ulf heim, and Maja*^ .
Ibsen by categorizing these characters in two groups 
expresses the split in their 'selves'.
In each of these plays, Ibsen creates a particular 
landscape which displays the 'double consciousness' of the 
hero. This split is implied very effectively by the use of 
the extremes of heights and depths. The extremes such as 
valley and mountain, sea and heights, tower and quarry.
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downstairs and upstairs represent different conditions of 
the hero's consciousness. In its many versions, the hero 
passes from one extreme to another. He usually ascends from 
depths to heights. While 'depths' suggest a restricted 
experience 'heights' suggest a phenomenal experience. The 
heights which might be expected to lift the hero from his 
unsafe place actually lead to his destruction. When the 
hero ascends to the heights, he cannot stay where he is and 
he falls into the depths.
In John Gabriel Borkman. the extremes of heights and 
depths are very effectively seen both inside and outside 
the Borkman house. In the first act, the first floor of the 
house and in the second act the second floor are exhibited. 
Downstairs, Mrs.Borkman's old-fashioned sitting room and 
upstairs, Borkman's windowless room— Borkman's prison— are 
exposed. Borkman's divided selves can be seen downstairs 
in the form of the twin sisters Ella and Gunhild, while he 
himself has retreated into a dream world upstairs. While 
there is clearly no sign of hope upstairs, where Borkman 
has imprisoned himself, it seems that the same thing is 
true for the people living downstairs. From the stage 
directions it is clear that both places are equally 
unbearable and dull:
(Mrs.Borkman's sitting room, furnished and faded
splendour....)
fJ.G.B.. 133)
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(The great drawing-room upstairs in the Rentheim 
house. The walls are covered with old 
tapestries, portraying hunting scenes, 
shepherds, shepherdesses, all in faded 
colors....)
fJ.G.B.. 153)
Life is unbearable for a divided-self like Borkman and it 
is equally unbearable for Ella and Gunhild who try to 
continue their life on the first floor of the house.
The second vision of heights and depths is explicitly 
presented in Act Four :
...They have reached a small clearing high up in 
the forest. The mountain rises steeply behind 
them. To the left, far down, can be seen a vast 
landscape, with fjords, and high distant peaks 
rising one behind another....
(J-g-Bw 198)
Borkman decides to get out of the room in which he has 
imprisoned himself to find his way to freedom, life and 
humanity. Such a decision is the result of a momentary 
integration in Borkman's self which makes him aware of the 
possibility of a phenomenal experience with Ella. Yet this 
instant integration does not last long. He climbs so high 
that he loses his balance, falls down and dies:
Ella: But why must we climb so high?
(J.G.B.. 197)
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Borkman: (Mumbles)
seat )
Ella :
(He slides upon the
(Tears off her coat and covers him 
with it) Rest quietly, John. I'll go 
for help.
rj.G.B.. 200)
Death is inevitable for Borkman as he could not balance the 
extremes of absolute freedom and social responsibility.
The use of heights and depths in When We Dead Awaken 
is again very striking. The last scene of the play is 
particularly effective since it clearly reveals the 
characters' divided consciousness. 'Divided Consciousness' 
voices itself in the images of heights and depths— the 
extremes of mountains and valleys. These extremes represent 
different conditions of consciousness. Maja and Ulfheim go 
down the mountain to life while Rubek and Irene prefer to 
ascend to death with the hope of resurrection : "Rubek and 
Irene hand in hand climb upwards. Ulfheim with Maja in his 
arms descends hastily yet cautiously down the mountain 
side.” The choice of ascend— ignoring the danger of storm—  
implies a denial of social restrictions. The heights offer 
them a chance of freedom yet as soon as they reach the 
heights they are overwhelmed in an avalanche.
Interestingly enough, the closing scene of the 
preceding act is similar to the last act except for one 
striking difference. In this scene Maja climbed the 
mountain while Irene descends the hill. And in both cases 
Maja sings the same happy song:
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I'm free! I'm free! I'm free 
No longer imprisoned! I'm free!
I can fly like a bird! I'm free!
rw.W.D.A.. 257)
The symbols are clear enough. Life with its happiness
is for those who are suited to it. Art, with its torments
is for those who can endure it.
While Rubek and Irene lose their chance of happiness
in life completely, Maja and Ulfheim still search for a 
possibility of happiness. In Freudian terms Ulfheim is pure 
Id; he takes what he wants whether food, women or wild 
beasts through sheer strength.“ Unlike Rubek, Ulfheim is 
dominated by his id.
A similar image is used in The Master Builder as well. 
The height of the tower in this play suggests a sense of 
freedom from obligation to others. Although Solness suffers 
dizziness he still climbs up the tower. And in his attempt 
to climb it he falls down and dies. This ascent, in a 
sense, may be considered suicide, Solness choosing freedom 
at the expense of his life.
Solness's psychological state of mind is manifested 
in his constructions. There are basically three phases in 
his life during which he builds different constructions. 
First there is the tower then there is the home and finally 
there is the new home which is a combination of both 
structures, the tower and the home. The union of these two 
extremes suggests a sense of integration in Solness's self
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yet with the sudden appearance of Hilde he again loses his 
balance. The loss of this balance leads to a final 
destruction of the hero.
Unlike the other plays, the closing scene of Little 
Eyolf is quite optimistic. It suggests infinite freedom for 
both Allmers and Rita :
Rita: Where shall we look, Alfred?
Allmers: (fastening his eyes on her) Up.
Rita: (nodding her agreement) Yes, yes. Up.
Allmers: Up, to the mountain tops. To the 
stars. And to the great stillness.
( L ^ ,  283)
In this scene Rita and Allmers seem to be determined to 
free themselves from all the social restrictions. They, in 
a way, appear to have released themselves from the feelings 
of guilt and fear.
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The last four plays end with the inevitable 
destruction of the hero. They seek for happiness, but being 
divided-selves they never achieve this. At times they reach 
an instant integration, but this never lasts long.
Each of the heroes in these plays has a past so full 
of guilt, fear and regret that it proves unendurable. The 
pains from their memories seem to be incurable and 
therefore the hero tends to repress the 'self' which has 
experienced those memories. The events depicted in the 
course of the play offer a chance of purification from the 
guilt and fear of past experiences; yet the hero never 
makes use of these opportunities. Lacking the consistency 
of an integrated self, they lose their balance and either 
die or commit suicide.
In The Master Builder, when Solness decides to devote 
himself to the happiness of his family, Hilde appears. She 
emerges like a threat to the whole family. By the end of 
Act Two, she urges Solness to climb his own tower. Hilde 
is as dangerous as the trolls in Solness. She emphasizes 
one extreme of his consciousness at the time when Solness 
has succeeded in balancing the two extremes of his selves. 
She persuades him to climb up the tower by convincing him 
that his real self has already climbed it once before:
Hilde: ...And then, that you stood up there
yourself at the very top! your real, 
live self!
(T.M.B.. 147)
VI. Failure to Survive
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Although Solness suffers dizziness, he accepts this. Before 
he reaches the top, he falls down and dies. "Hilde Wangel 
appears in the action like a figment of his imagination, 
to drive him onwards and upwards to the point where he 
fails and falls to his death from a tower, he himself has 
built but cannot climb.
In John Gabriel Borkman. Borkman is killed twice. 
First his soul then his body is killed. At first, when he 
chooses to be with Gunhild— when he chooses responsibility- 
-he withdraws into his internal life on the second floor 
of his house. This withdrawal involves a rejection of any 
relationship with external persons and objects. In this 
sense his life on the second floor is destructive for 
Borkman.
At the end of the play, when Borkman decides to leave 
the second floor of his house and rediscover the world with 
Ella— in other words, at the point where he might achieve 
self-integration through Ella— he loses his psychological 
balance completely and dies.
The closing image of the play when we are confronted 
with Borkman's dead body is particularly effective. At this 
point, one might wonder about the reason for this sudden 
death. Was his death a result of the great sufferings which 
he underwent throughout his life-time ? Or was it simply 
the result of the contradictory drives of self ?
In the last scene the embodiments of these two 
contradictory drives of Borkman— Ella and Gunhild—  
stretch their hands in mutual forgiveness. The theatrical
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image as they stand on either side of Borkman, makes it 
more apparent that they represent the two opposing features 
in his self. He was doomed twice. Once with Gunhild— when 
he chose responsibility— and once with Ella— when he chose 
freedom, love, nature, sexuality. Clearly, both Ella and 
Gunhild are dangerous when they are apart precisely because 
they are incomplete:
Ella: (with a sad smile) A dead man and two
shadows: that is what the cold has 
done.
Gunhild: Yes, cold at the heart. And now we can
take each other^s hands, Ella.
Ella: I think we can now.
Gunhild: We, twin sisters, over the man we both
loved.
Ella: We two shadows - over the dead man.
(J.G.B.. 370)
The word 'shadow' is particularly suggestive since it 
implies that Ella and Gunhild are representations of 
Borkman's conscious and unconscious mind.
In When We Dead Awaken Rubek and Irene become aware 
of certain facts like Ella and Gunhild. Both Rubek and 
Irene undergo a transformation. Rubek changes for the 
better as he finally accepts the two faces of Eve, 
innocence and eroticism together. Irene, however, 
completely loses her balance and she might well be 
considered the victim of the hero:
40
Irene: I raised three fingers in the air and
promised that I would go with you to 
the end of the world; and to the end 
of life- And that I would serve you in 
all things.
(iULJL^, 232)
Irene: ...I laid at your feet the dearest
sacrifice I could offer. I blotted 
myself out forever.
fW.W.D.A.. 248)
Rubek has been an incomplete human being but he comes to 
recognize his incompleteness and tries to achieve self­
integration through starting a new life with Irene :
Rubek: (Beseechingly) Help me to start living
again!
Rubek:
Irene:
(Curtly) Then let us go on with our 
game.
Our game, yes let's go on with our 
game.
(W,WtP .A t, 225)
But such a reunion with a divided soul like Irene is 
impossible. It would have been possible only if Rubek had 
followed his impulses on the completion of the great common 
task instead of repressing them.
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The primary concern of all the chapters in this thesis 
is the exploration of the function of consciousness. Each 
of the heroes is put into a situation which reveals his 
divided consciousness.
Each hero suffers a feeling of guilt which is a result 
of past experience. In order to overcome this feeling, the 
heroes tend to repress some of their desires which 
inevitably lead to a split in their selves. They bring 
certain restrictions to their lives in order to keep their 
respectable identity alive. Yet, they are tempted somehow, 
mostly by a woman, to submit to phenomenal experience.
The female figures act as initiators of what has been 
repressed by the hero. They come late to the hero's life 
and offer him a second opportunity to experience an erotic 
relationship. Hilde, Asta, Ella and Irene are presented as 
erotic objects who force the hero to confront the injuries 
from past experiences.
Divided vision of the 'self' is manifested through 
opposing metaphors like depths and heights, darkness and 
light, upstairs and downstairs. Each of these extremes 
embodies a condition of consciousness. The hero dreams of 
ascending to a great height which seems to be the only way 
to free himself from constraints. Almost invariably, the 
plays end with a remarkable scene in which the hero 
succeeds in ascending to the heights yet still fails to 
survive.
VII. Conclusion
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The consciousness attempts to encompass phenomenal 
experience and yet cannot. The inevitable death actually 
exposes the fact that, final destruction is the only escape 
from 'guilt' and the only possibility to have an integrated 
self.
In each play, there is use of an image of a child. The 
concept of childhood is the embodiment of innocence. The 
notion of innocence suggests freedom from sexuality and 
guilt. Yet each play has an injured or dead child which 
represents an image of guilt : Solness's dead infant sons, 
Eyolf, Ella Rentheim's unborn child and the injured child 
of the statue in When We Dead Awaken .^
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Notes
I· Introduction
1 According to Jungian theory the purpose of 
existence is not to achieve wealth, fame, sexual 
satisfaction, or even worldly knowledge; rather, our 
mission is to explore and come to terms with our psyche. 
Those who fail to turn their vision inward (away from the 
world and toward the 'self') become sick, i-e.,neurotic or 
psychotic depending on the gravity of the problem.
One plays several 'roles' during the course of an 
ordinary day: e.g., according to circumstances. The 
personal unconscious is part of the ego; it is 'created' 
by repressed material linked to cultural and personal 
values. Thus, we generally recognize our own foibles in 
others by way of the psychic mechanism called projection. 
Witdrawing projections is the first step in the process of 
individuation (life's mission), by which one becomes an in- 
divid-ual, psychically whole.
2 Here the word freedom is used as a very general 
term which includes sexuality and worldly pleasures.
3 In Northrop Frye's essay "The Theory of Modes", 
'self' is referred to as 'eiron' a type we frequently 
encounter in plays and novels about the 'divided self.'
One of the problems in evaluating the characters 
in literary texts is that the self-image of the narrator 
is sometimes false, either because he deliberately deceives
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the reader by presenting an 'altered' self-portrait or 
mask, or because he himself lacks an understanding of his 
own character and the central quest in the text is his 
discovery of the true self. In a successful text, though 
there may be some ambiguity, the reader should feel that 
he has a reasonably accurate understanding of the 
protagonist.
4 Clifford Hallam, The Double as Incomplete Self 
ELIT 523 Comparative Literature lecture Notes.
5 Dounia Christian!, The Wild Duck (New York: 
W.W.Norton & Company, 1968) 173.
6 Christian!, The Wild Duck 174.
7 Henrik Ibsen, The Master Builder and Other Plays 
(Aylesbury: Hazell Watson & Viney Ltd. 1984). All future 
citations from this work will be denoted by T.M.B. . L.E. 
J.G.B. standing for The Master Builder. Little Eyolf and 
John Gabriel Borkman.
8 Henrik Ibsen, Plavs: Four (London: Cox and Wyman 
Ltd. 1980). All future citations from this work will be 
denoted by W.W.D.A. standing for When We Dead Awaken.
9 All through this thesis this phrase is used to 
express any kind of behaviour which is released from all 
kinds of social and psychological restrictions.
10 Michael Meyer, Ibsen, a Biography (New York: 
Doubleday & Company, Inc. Garden City, 1971).
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II. Causes for Repression
1 It refers to the facts which have been experienced 
by the hero and which he finds unendurable. The hero 
commonly tends to repress these past experience.
2 Charles Lyons, Critical Essays on Henrik Ibsen 
(Boston: G.K.Hall & Co., 1972) 39.
III. Hero's Guilt
1 Just like Ibsen who had close intimacy with his 
sister Hedvig because of his father's preoccupation with 
his business failures and his mother's dogmatic religious 
beliefs.
2 Naomi Lebowitz, Ibsen and the Great World (London: 
Lousiana State University Press, 1990) 36.
3 A.E.Zucker, Ibsen, the Master Builder (New York: 
A division of Farrar, Straus and Giroux, 1973).
4 Harald Clurman Ibsen (London and Basingstoke: 
MacMillan Press, 1978), 174.
5 Clurman, Ibsen 175.
6 Lyons, Henrik Ibsen 143.
7 Holtan I.Orley, Mvthic Patterns in Ibsen's Last 
Plays (Minneapolis: The University of Minnesota Press, 
1970) 125.
8 Lyons, Henrik Ibsen 152.
IV. Split Selves
1 Orley, Mythic Patterns in Ibsen's Last Plays 125.
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V. The Extremes of Heights and Depths - As a Divided Vision 
of Consciousness
1 Brian Johnston, Text and Suoertext (London: The 
Pennsylvania State University Press, 1989) 276.
2 Orley, Mythic Patterns in Ibsen^s Last Plavs 173.
VI. Failure to Survive
1 David Thomas, Henrik Ibsen. 124.
VII. Conclusion
1 Lyons, Henrik Ibsen. 121.
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